The first known representation of Artemis from Ephesus in Dacia was recovered in the spring of 2006, the small bronze statuette being part of one of the biggest private, archaeological collections looted from various Roman sites. In this article, the authors present the iconographic features of the statuette, the religious significance of the object and through the modern story of the artefact will reflect on the biography of ancient objects once used in religious contexts. 2 From a small, local shrine built in the Geometric age the sacralised space was maintained till 263 A.D, 3 surviving at least six major phases of construction, 4 numerous floods and destructions 5 and became one of the most successful and monumental example of maintaining a sacralised space, considered even as the "fifth wonder of ancient times". 6 The success of the Artemision had multiple reasons. The advantageous geographic position between the Hellenic world and the Near East and Egypt created an economic hub in Ephesus and a local elite, who consciously used the sanctuary and the cult of Artemis from Ephesus after 356 B.C. as an important element on the growing religious market of the Mediterranean, creating various festivals, initiations in mysteries and exclusive games for the divinity.
and religious attractions for the Greek and later Roman elite (Fig. 1) .
9 It was also a place for asylum for refugees from various social classes. 10 The flexible nature of the divinity, as universal mother goddess (Δεσποινη Εφεσια 11 ) created a possibility of religious syncretism and endless interpretations, reflected later also in the iconography of the mother goddesses of the Greek colonies in Anatolia (Artemis von Massalia, Artemis Leukophryne, Aphrodite from Aphrodisias, Artemis Anaitis, Artemis Sardeis, Hera from Samos, Artemis Kindyas, Artemis Astias, Eleuthera von Myra, Artemis von Perge, Artemis from Anemurium, Atargatis from Damascus, Goddess of Gabala, etc.) . 12 The cult image of the Great Goddess from Ephesus ( Fig. 2a-b) became one of the most reproduced image of the ancient world. 13 More than 80 statues and 15 reliefs are known from the Mediterranean (Fig. 3) 14 found in various provinces of the Roman Empire, although only one example is known from the territory of Illyricum or Danubian provinces. 15 The image of the divinity was reproduced also in small, portable forms, such as terracotta (Fig. 4) 16 and plumb figurines. 17 Few of these small, portable examples have a precise archaeological context, all of them being produced in Asia Minor or particularly in Ephesus. 18 From the currently known material it is hard to say, how much was known the image of the goddess in the "common mentality" and how the representations found outside of Asia Minor (Samos, Kyrene, Athen, Kos, Aquileia, Rome, Ostia, Verona, Liternum, Alexandria, Caesarea, Tripolis, Split) were spread. Pausanias explains the popularity of the divinity with her mythical origins: "But all cities worship Artemis of Ephesus, and individuals hold her in honour above all the gods. The reason, in my view, is the renown of the Amazons, who traditionally dedicated the image, also the extreme antiquity of this sanctuary. Three other points as well have contributed to her renown, the size of the temple, surpassing all buildings among men, the eminence of the city of the Ephesians and the renown of the goddess who dwells there".
19
Modern scholarship explains the presence of these representations with the mobility of small groups from Asia Minor or particularly from Ephesus, interpreted as a "sacred nexus for defining identity". 20 J. Elsner's idea, 14 fleisCher 1973, Cat. Nr. E1-69; fleisCher 1984, 759-761, Cat. Nr. 26-98b; fleisher 2008 fleisher , 27, fleisCher 2009 (elsner-rutherford 2005, 277, fig. 4) that the diasporas of Microasian groups visualised their religious and ethnic identity 21 through the worship of their local gods (dii patri) is well known. The wide spread of some local divinities from the Eastern provinces in the whole Empire is often related to a stubborn religious identity, as part of a "resistance" toward Roman rule and laws.
22
This however, still doesn't explain how and where these numerous stone, terracotta and bronze replicas were produced. Although the presence of workshops related to the sanctuary were attested in Ephesus, 23 it is uncertain, if the small portable objects -such as the bronze and terracotta statuettes -were produced locally and served as religious souvenirs or were made locally in those few places outside of Asia Minor where the cult is attested. One of the most important sources on the work of metal workshops and religious souvenirs from Ephesus was reported by the Apostle Paul himself in the Acts of the Apostles (Acts 19, (23) (24) (25) (26) (27) (28) Artemis, brought in a lot of business for the craftsmen there. He called them together, along with the workers in related trades, and said: "You know, my friends, that we receive a good income from this business. And you see and hear how this fellow Paul has convinced and led astray large numbers of people here in Ephesus and in practically the whole province of Asia. He says that gods made by human hands are no gods at all. There is danger not only that our trade will lose its good The presence of the small sized and portable terracotta and bronze statuettes proves that the divinity was worshipped not only in large sanctuaries or shared spaces, but also in domestic, private contexts.
THE BRONZE STATUETTE OF ARTEMIS FROM APULUM: ICONOGRAPHY AND SIGNIFICANCE
From the settlements of Apulum we know recently at least 15 bronze statuettes, 25 more than from any other Roman cities from the provinces of Dacia. Some of them, such as the famous Apollo and Fortuna statuettes now in name, but also that the temple of the great goddess Artemis will be discredited; and the goddess herself, who is worshiped throughout the province of Asia and the world, will be robbed of her divine majesty". Trans. NIV (New International Version 2011) . 25 pop 1990 -1993 Ţeposu-MarinesCu-pop 2000, 38-39, no. 20, Pl. 14, 44-45, no. 43, Pl. 24, 56, no. 46, Pl. 26, 85, no. 90, 93, no. 105, Pl. 56, 105, no. 126, Pl. 65, 128, no. 171, Pl. 79, 137-138, no. 206, Pl. 82, 141, no. 215, Pl. 87;  In the last years, numerous new statuettes were discovered. See also: Moga 2004, 253-258, Fig. 1a-c; ota 2012, 104, Pl. XXIX,4; ota-Bolog 2016 (in press ). The statuette of Sol Invictus presented by Wiegels is probably identical with the one published by E. Zefleanu: Zefleanu 1949, 170-171; Wiegels 2013, 1-5. the Kunsthistorisches Museum are masterpieces of Italian workshops and reflect the possibilities and economic status of the local elite.
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The bronze statuette of Artemis Ephesia from Apulum (Fig. 5a-c) was made by direct bronze casting using clay moulds. With a 104 mm height and 15 mm wide at the pedestal, the statuette follows the same dimensions attested in the preserved analogies of similar bronze statuettes of the divinity. It is fully and well preserved, with traces of green patina. Some of the figures on the polos and on the main registers of the body are schematically preserved and hard to identify. Only the tympanon on the polos and the bees in the lower register can be identified with certainty. The arms of the goddess are outstretched the fists are closed and wears a short tunic with long sleeves. On the wrist seems to wear flax threads or similar textiles, which can be an allusion to the protective role of the asylum seekers, who arrived with similar threads to the sanctuary.
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The statuette from Apulum is the seventh known, authentic bronze representation of the divinity and the fifth one which exist today. 28 After it was recuperated in the spring of 2006, alongside other artefacts from Roman period, was published two years later by V. Moga. 29 Based on "the physiognomy, decoration of the vestment, crown and majestic attitude" of the divinity, Moga identified wrongly the goddess with Hekate "or another divinity which suggest a syncretism". 30 vestment) is significantly differs from the canonical iconography of the Great Mother from Ephesus.
33
The iconography of the Great Mother from Ephesus has more than a thousand years long evolution from a wooden xoanon 34 till the latest, so called canonical representation of the divinity (the Great Artemis from Ephesus, The beautiful Artemis from Ephesus and the Small Artemis from Ephesus) reproduced in numerous copies from the end of the Trajanic era and especially in the Antonine period. 35 With the exception of the Boston and Bologna statuettes representing Artemis with the shroud or hood (Figs 6-7) , 36 the examples from Istanbul (Fig. 8) and are following the iconographic canon established in the Hadrianic period by the two main cult images, the "Beautiful Artemis" and the "Great Artemis" (Fig. 2a-b) . 37 The statuette from Istanbul is the only one known from Ephesus discovered before 1905. 38 The example from Paris is the closest analogy for our piece: the exaggerated size of the polos crowned with the tympanum and tetrapylon temple, the close and strong arms showing toward the viewer, the emphasized nimbus around her neck, the quadratic face, decorated with heavy jewellery the emergent and dominant "breasts" and the schematised four panels with the fifth, representing the bubbled foot of the divinity are common features, following the canonical representation of the Great Artemis from Ephesus. However, there are few particularities in the statuette from Apulum, which makes a more accurate copy of the Great Artemis than the statuette from Paris and need to be discussed in details.
The polos of the canonical Great Artemis 39 -copied in various forms also by some provincial examples 40 -is divided in three registers: the upper one is an architectural form with a tetrapylon and tympanum decorated inside with a circular motive, which appears again, schematically and oversized in our case. 41 The building was interpreted as the new neokorinthian form of the Artemision after 129 A.D. in Hadrian's time although it's functionality it could be related more with the city-goddess (Tyche) role of Artemis from Ephesus. 42 In the case of the Apulum statuette however, the building -represented in an exaggerated size -has an acroterion on the tympanum, 43 which suggest, that Knibbe's idea could be plausible. 44 Similarly to the majority of the post-Hadrianic representations, the aedicula appears three times in different angles and directions as a four column type building, not represented however on the backside of the statuette.
45
The second register of the polos on the Great Artemis of Ephesus, represents winged sphinxes or griffons under an arch. 46 This register however varies in other known cases. 47 In our case, the griffons or panthers are represented in a very schematic form and are badly preserved. 46 These mythical animals -probably as Persian influences -appears also in various forms as bronze decorations found in the The head of the divinity is decorated with a crown or head-gear with two pendants on both sides. A veil, having the shape of a nimbus, covers the head. 48 The goddess is also wearing a double necklace. This jewellery, although became a schematized and often copied one, reflects the archaic metallurgy and jewellery types identified also in the earliest treasures of the sanctuary. The inferior part of the statuette is divided in numerous registers, three of them being visible and more elaborated, the forth one beyond the torso is badly preserved. The zoomorphic figures are schematically represented on the interior part of the body, hard to identify their nature. The statuette, following the main iconographic features of the Great Artemis from Ephesus, could have been decorated with grif- fons, panthers, bulls and bees, although none of them are clearly visible. A particular importance is the association of bees with the cult of Artemis from Ephesus and other goddesses from Asia Minor. After some opinions, it symbolizes the eternal life and purity and together with the testicles of the bulls (or the breasts) it was associated also with the mysteries of Artemis Ephesia. 49 After Porphyry, souls were conceived of as coming down from the Moon goddess Artemis in form of bees and honey was symbol of death and resurrection. Souls who lived pure life are called Melissae, similarly to some of the priestesses of Artemis and Demeter-Kore in Hellenic world.
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The goddess wears a long skirt, leaving visible the foot. The authentic Roman pedestal of the statuette following the shape of a column base, a common shape for small size bronzes, found also on other exported statuettes from Dacia. 51 The back of the statuette is schematically worked, presenting the cloths and folds, in almost identical style as we can observe on the analogy from Paris.
The exact provenience of the artefact is uncertain. After the oral confirmation of the collector, he found the statuette in the central area of the Partoș (80-90 m North from the intersection between Str. Dacilor and Reg. V. Vănători), the territory of the Colonia Aurelia Apulensis, where numerous bronze statuettesamong them, probably the famous Apollo from Vienna -was found too (Fig. 10) .
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The civil settlement was well known for its various groups from Asia Minor attested through epigraphic sources. A particular inscription (IDR III/5, 62) dedicated to Diana Mellifica sacrum (the honey maker Diana) long associated with indigenous Dacian religion 53 is in fact, a direct evidence for the cult of a certain Artemis from Asia Minor or Greece.
54 Associated with the above mentioned, honey maker bees and bears (for example, Artemis Brauronia), 55 the presence of Diana Mellifica in Apulum can be related to the wide spread cult of various female divinities with similar attributes among the Greek speaking groups arrived in Dacia. 56 The cult of Diana Mellifica in this context is strictly related to the important role of honey in wine consumption within the sanctuary of Liber Pater from Apulum. Since Kopytoff's seminal work on the cultural biography of things, studies focusing on the life circle of objects within the study of materiality emphasize the various role and transforming identity of objects, as their owner, functionality and contextual use changed through time, 57 Although, the statuette of Artemis after the 3 rd century A.D. lost its identity as a transporter and agent of religious devotion and ethnic identity, it preserved its value, as artefact, due to its material, artistic elaboration and relative rarity. In this sense, the statuette -on the black market or later, in the museum -continues to be an indirect agent of Roman culture and identity, but without the personal-individual memory of religious experience. Our object was recuperated in an unusual way, not as it should happen with an artefact, which is part of the archaeological heritage. After operative information, in March, 2006 in the home and working office of a citizen of Alba Iulia the police effectuated an official perquisition. Based on external sources, the individual owned a gold coin from the so called Târsa-Luncani hoard, found actually in the Orăștiei Mountains, near the Dacian capital, Sarmizegetusa Regia. The unnamed individual had two impressive archaeological collections in his office and in his house, containing numerous types of small finds (coins, fibulae, terracotta objects, glass fragments, bronze statuettes, worked bone objects, fresco fragments, tegulae etc. -Fig. 11 ) and Roman stone material too (epigraphic altars, funerary and votive column-fragments, statue-heads, stone blocks, grindstone, etc.). 58 The majority of the rediscovered objects are from Roman period, although numerous pieces came from prehistoric, Dacian or Medieval periods and from various sites. Consulting the phone agenda of the dealer revealed that he was in touch with the most notorious persons of the local and Romanian black market. The pieces -among them many discovered in situ in various prehistoric, Roman and early medieval layers -were bought from a certain group of people, known as a high elite of the black market trade in local context. Some of the objects collected between 1991 and 2006 had also removed inventory numbers, which suggest the implication of local archaeologists in the trade of these artefacts. The collector affirmed, that the wide spread phenomena of trading with ancient artefacts had numerous reasons in 58 The small finds were inmediately recuperated by the police and transfered to the costudy of the National Museum of Union from Alba Iulia. The larger items will remain in custody till the end of the juridical process. the early 1990's: beyond the fact, that Romania had several problems in protecting the archaeological heritage by new laws, 59 the local elite -together with some regrettable archaeologists -thought, that these valuable artefacts will be better protected in private collections, than to be sold abroad. Their attitude -although legally is unacceptable -gave a new identity and a continuity for the life circle of the object. The statuette continued to be a piece of art and a memory of the sacred, although without a personal attachment. The "patriotic" attitude of the traders created another type of identity and a new chapter in the long biography of this object.
Since 2006, the bronze statuette lies unnoticed in the tresory of the National Museum of Union, Alba Iulia. If it will be presented once for the large public, a new chapter will begin in his life, as object: that of the admired, museal artefact.
CONCLUSIONS
The bronze statuette of the Great Mother from Ephesus found in Apulum is one of the few remained representations of the divinity in small, portable forms. Probably an imported artefact, it belonged to a worshiper, who had a very strong -ethnic, religious or both kind of bond -with the divinity from Asia Minor. As an agent for a religious act (possibly a pilgrimage) of the individual, the statuette played an important role in the maintenance of the memory of a highly individual, religious experience and contributed also to the long term success of the great sanctuary of Artemis Ephesia. As a product and souvenir of a large scale religious market, the material and elaborated work of the statuette represented a modest, but significant value for its owner, who had a strong bond with it. After a long period of discontinuity in the life circle of the object, the statuette gained a new identity, that of an artefact on the black market and later, museal object. The case study of this statuette shows not only the relativity of object-biographies and the constant change of object-identities, but reflects the rich religious networks of Apulum, one of the richest urban centres of the Danubian provinces. 
